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systems of representation, the effacement of 'content,' the erasure of subjectivity and authorial voice, the repudiation of likeness and verisimilitude, the exorcism of any demand for realism of whatever kind" (GD, 54).9
Everyone remembers that As I Lay Dying itself identifies one important frame of reference for its modernist aesthetic when Darl describes his mother's coffin resting on sawhorses in the blazing Gillespie barn as looking "like a cubistic bug."10 This is a suggestive remark, for not only does it encourage taking the radical perspectivism and antimimetic abstractionism of the novel as Faulkner's attempt at literary cubism, it also illustrates "the exorcism . . . of realism" performed in section after section.
No other novel of Faulkner's so successfully establishes the autonomy of the modernist text. The abstractness of its form reinforces the abstractions that preoccupy its discourse. The aesthetic of literary high modernism appears in the novel's fragmented narrative: radical relativism generated by contradictory points of view, concentration on psychology rather than event (as if the narrative of mind is the story), stream of consciousness technique, and elaborate rhetorical complexity (elliptical syntax, metaphysical conceits, and belaborings of metaphor)." Such massive rejection of conventional realistic procedures sits well with the rarefied content.
To see modernism as a refusal to address the repellent expansion of commodity capitalism, technologization, and mass culture has been a mainstay of its detractors from at least Lukacs forward. Yet, notice how the language of the market, to anticipate my analysis by way of a preliminary example, has saturated the most private formulations of personal identity. Darl struggles to deduce his existence through pure reason, but into his Cartesian meditations floats the paradox of commodity exchange: "I can hear the rain shaping the wagon that is ours, the load that is no longer theirs that felled and sawed it nor yet theirs that bought it and which is not ours either, lie on our wagon though it does" (72). The Bundrens' function as "middlemen" in this transaction becomes a metaphor for Darl's selfhoodnot an end but a means, not property held but property in circulation, not self-possession but severally possessed.
What a more dialectical approach to the question of modernization and modernism might demonstrate is the process by which the autonomy of the modernist work establishes itself. According to Adorno's dialectical analysis of aesthetics, the modern work constitutes itself in a process of opposition to the "empirical" world, to all that is not art: "It is by virtue of its separation from empirical reality that the work of art can become a being of a higher order, fashioning the relation between the whole and its parts in accordance with its own needs. Works of art are after-images or replicas of empirical life, inasmuch as they proffer to the latter what in the outside world is being denied them. In the process they slough off a repressive, external-empirical mode of experiencing the world." 12
Huyssen's reading of Adorno specifies the elements of modern culture that modernism must engage. In the first place, the commodification of culture that emerges during the nineteenth century permanently alters society, and art's relation to it: "What, then, are the traces of this commodification of time and space, of objects and the human body, in the arts?" (GD, 18-19). Huyssen's question suggests the kind of tasks practical criticism might perform in light of Adorno's general principle that "the ideology of the art work's autonomy is thus undermined by the claim that no work of art is ever untouched by the social. But Adorno makes the even stronger claim that in capitalist society high art is always already permeated by the textures of that mass culture from which it seeks autonomy" (AT, 35).
The questions I want to put to Faulkner's modernist endeavor in As I Lay Dying are the following: (1) Where do we find the "substratum" (AT, 6) of empirical reality that the work of art seeks to separate itself from? (2) How does the modernist work mediate social reality by turning it into aesthetic form? (3) How does As I Lay Dying demonstrate that a modernism open to the forces of modernization retains an analytical capacity that earlier practitioners like the Vanderbilt Fugitives short-circuited and abandoned prematurely? and (4) How does Faulkner prevent his work from being en-tirely determined by the demands of the modernized mass culture that it reflects upon? Modernization and the Commodification of Culture, or, Cash Relations It has always been tempting to view the Bundrens through the lens of Agrarian nostalgia for the endurance of the yeomanry. For all their selfishness, cruelties, and obtuseness, Faulkner does put them in the position of triumphing epically and comically over their life and death tribulations. Despite the stench of the partially putrefied farm family toting its losses to town, the novel begrudgingly acknowledges a will to survival and, even more, a will to reorganize and prepare for the future. 13 What I would like to suggest in this section is the extent to which the Bundrens do not represent simply the South's version of a natural relation to the universal rhythms of living, working, and dying. Nor is it enough to historicize their plight superficially-as that of a productive, self-sufficient farm family about to be ruined by modernization. Were this the case, As I Lay Dying might be taken as a kind of grotesque Agrarian fable, one that allegorizes a phase of lapsarian southern history: the loss of the selfsufficient yeoman farmer to the growth of larger-scale, mechanized, agribusiness, to greater opportunities in the towns, to the homogenizations of mass culture and a consumer economy. Such a reading would place the novel as Faulkner's idiosyncratic contribution to the myth of the South's perpetual Fall, a myth then being rehabilitated by the Agrarians.14 But such a view misjudges the degree to which the Bundrens have already been constituted by the dialectical history of capitalist agriculture, commodified economic and social relations, and the homogenizations of mass culture in the nineteenth-century South. What I hope to show in this first step of my analysis is that Faulkner's modernist treatment of the social reality indicated by the Bundrens' predicament is not entirely absorbed into the aesthetic of modernist abstraction that universalizes their story. Rather, the traces of very specific historical conditions appear in the novel, and they appear in such a way as to suggest that modernization is part of a dialectic internal to the workings of the novel and of the history it reflects upon. Cash Bundren's devotion to his carpentry might best represent the ethos apparently being replaced by the mass reproduction of goods in a consumer society.15 In opposition to machine-made production, Cash crafts Addie's coffin with as personalized a relation as imaginable between producer and consumer. He shapes every board with "the tedious and minute care of a jeweler" (70), holding each one up to his dying mother's inspection while she gazes at his labor from her window. The mother's interested image framed above Cash "is a composite picture of all time since he was a child" (44). Making this final receptacle for the one who has made him, Cash conceives the coffin as the most intimate expression of his natural reproductive relation with Addie.
Like the celebrant of a ritual, Cash resists all pressures to economize. He will not use ready-made boards from the barn; he will not shelter his work from the elements; he will not compromise the seemingly pointless extravagance of beveling every board. This handcrafted coffin, originating purely for its use function, destined never to possess exchange value, enjoying visibility only during the performance of the rite of burial, might represent art before the age of mechanization and commodification. But Cash's relation to the ethos of use value, personalized production, and blood loyalties remains ambivalent throughout the novel. Cash professes regret that "folks seem to get away from the olden right teaching that says to drive the nails down and trim the edges well always like it was for your own use and comfort you were making it" (216). Nevertheless, he recognizes the continuity between the old ways and the new. Rationalizing Darl's removal after his act of arson, Cash insists that "there just aint nothing justifies the deliberate destruction of what a man has built with his own sweat and stored the fruit of his sweat into" (221). The reification of labor into a product that can be stored over time, possessed as property, and sold when the producer decides requires a conceptualization of labor and production that is fundamentally commodified. Music has become private, portable property, limitlessly reproducible, subject only to the consumer's desire. The process of substituting commodity gratification for emotional loss carries over into Vardaman's longing for the red train he has seen in town, and to Dewey Dell's effort to distract him with the novelty of bananas. Commodification cuts the product off from the circumstances of its production, just as consuming the commodities helps divert the laborer from the weariness that pays for them.
The Byzantine complexity of petty finances in Faulkner's fiction is notorious. The Bundren family accounts actually flush the original economic sediment of the nuclear family to the surface at the moment of highest consumer desire (which is also the moment of greatest personal loss), for it is clear that the Bundren family has the meter running on all the relations that the myth of agrarian familiarity upholds against the assaults of modern commercialism. Money silently constitutes and openly mediates the family in the agricultural South. When Jewel begins sneaking off at night to earn cash for his horse, he is too tired to do his chores properly; Addie protects her favorite: "It was ma that got Dewey Dell to do his milking, paid her somehow" (115). Jewel's eventual purchase of the wild pony provokes a crisis of economic authority in the household. Jewel denies that he has bought the horse on Anse's "word"; it is not his father's credit (a precious commodity in the sharecropping South) but his own earnings that give Jewel Cora Tull occupies a transitional position in the history of commodified relations and market involvement in the modernized South. On the one hand, in her egg business she has grasped the principles of deferring profit in order to maximize capital investment, of reinvesting profit to assure growth, and of the advantage of producing goods for sale rather than for personal consumption. She stocks the best breed of hens, accepts the fact that early losses mean that they "couldn't afford to use the eggs ourselves" (5), and organizes her banking business vertically, becoming her own supplier of eggs and trading for the rest of what she needs.
Cora's savvy seems to dissolve when she learns that Miss Lawington's customer for her cakes has canceled the order, leaving her with a perishable stock. She refuses to enforce the agreement and rationalizes her potential losses: "Well, it isn't like they cost me anything" (6). The cakes cost her nothing monetarily, because she saves out the eggs above those she has contracted to sell, but she does not recognize the cost of her own labor: "But it's not like they cost me anything except the baking" (8). Cora cannot appreciate that her labor is already capitalized in her business, nor does she count the lost profit that the unsold eggs would have brought.
18. See Wright, Old South, New South, 84-90. This "miscue" (8), as she calls it, suggests the nafvete of the novice merchandiser, but I think Cora's rationalization of loss also points to a fundamental contradiction in a commodity economy. The ideology of the market claims that producers are matched with consumers through mutual need, and that exchange proceeds according to a rationalized process of equivalence. Cora's defense of her customer's behavior rests on her conviction that the woman "never had no use for them now" (6). To Cora's mind, use value remains inseparable from exchange value. From this standpoint, Cora refuses to submit to the impersonal abstractions of the law of the market.
I have been attempting to identify the sedimented empirical reality in As I Lay Dying as the process of modernization. This process includes the commodification of social and economic relations, the permeation of mass-market desires and gratifications, and the mechanization of everyday life. Such changes merge to produce the Bundrens' keen appetite for products delivered by an increasingly sophisticated technology and market: cheap false teeth, exotic bananas, electric toys, mechanically reproduced music, even culturally produced popular knowledge, like animal magnetism. When we discover Dewey Dell window shopping for an abortifacient in Mottson, we have reached the deepest penetration of the market into individual mentality. Dewey Dell's perfect inexperience as a purchaser of anything, let alone what Lafe leads her to believe she can buy at a town drugstore, makes her dependent upon the merchant's desire to sell. Moseley feels "her eyes full on me and kind of blank too, like she was waiting for a sign" (183). Though this unit of an expanding consumer market feigns indifference, it is primed for activation. Even before the shock of what she actually wants hits Moseley, he is already feeling sorry that he will be the agent of her corruption by cosmetics. He thinks she wants "some of this female dope" that will ruin her complexion: "It's a shame, the way they poison themselves with it. But a man's got to stock it or go out of business in this country" (184). Moseley lets market pragmatics rationalize his exploitation of a defenseless clientele, never sensing how the profit motive here conflicts with his moral indignation over Dewey Dell's request for something to end her pregnancy.
Like so many of the other desires in As I Lay Dying, even Dewey Dell's longing to be relieved of what grows within her has been deeply conditioned by the market. In the first place, by the late 1920s, virtually every state had had strict antiabortion laws on the books for nearly three decades. I want to recall the ambivalence that early modernism displayed toward the disintegrative force of modernization. For example, technology, the expression of the masses' desires and their gratification, the redistribution of wealth and means of production, the extension of enfranchisement, and so on nourished utopian hopes.27 As small farmers attempted to amass some capital by selling their labor and other goods (like timber) on the market, they hedged against extreme reliance on cotton, whose prices fell after World War I and whose production was nearly ruined by heavy rains in the late twenties-the worst occurring in 1929, the summer before Faulkner began As I Lay Dying.
As 
Disembodiment
The body of social material that constitutes the sediment of any work of art must be negated, left behind in the process that establishes the work's required autonomy. Modern art-artistic production with a desacralized cultural function-must seek autonomy for itself; it is not ordained by ritualistic or other supramundane authority. The work of art constitutes its identity and autonomy by mediating the "substratum" of content through artistic form.
Adorno formulates this relation between art and social reality:
It is by virtue of its separation from empirical reality that the work of art can become a being of a higher order, fashioning the relation between the whole and its parts in accordance with its own needs ... We can say that art's opposition to the real world is in the realm of form; but this occurs, generally speaking, in a mediated way such that aesthetic form is a sedimentation of content. (AT, 8-9 the characters' efforts to affirm the integrity of identity, of voice and body, of one mind and another, of word and deed. The entire novel, according to Sundquist, engages the author and reader in a process analogous to grieving, in which one expresses "an identity that is most intensely and passionately present even as it passes away."31
One goal of my earlier examination of the substratum of social antagonisms in the novel was to put us in a position to resituate this disembodiment effect. The typical view largely grants the work's "seclusion" from social reality; Sundquist, for example, notes that although it continues Faulkner's exploration of "the intimate family brutalities" in the earlier The Sound and the Fury and Sanctuary, As I Lay Dying "can, more than any of his major novels, be read independently" (HD, 28). As "a compendium of ... problematic techniques," that is, the novel floats free of its social ground. I propose that the disembodiment manifested formally in As I Lay Dying constitutes the sedimentation of social disintegration.
I have used the term modernization to encompass various strains of social disintegration indicated in As I Lay Dying. The literal traces of this disintegrative process share the idea of disembodiment: Addie's decorporealization into metaphor ("My mother is a fish" [74]), memory, and print; Dewey Dell's quest to disburden herself of another's body ("And I am Lafe's guts" [54]); Darl's efforts to project himself telepathically into others' bodies; Jewel's yearning to rigidify and so deaden his body; Cash's willingness to inanimate one limb; and so forth. In all these quarters, we find suggestions of the larger processes of the work, which seek to mediate the emancipatory, yet deadening, antagonisms of social disintegration by formalizing them. Thus, the formal disjunctions of speaker and utterance, 31. HD, 42. Two other studies of formal disembodiment will secure my point. Stephen M. Ross has meticulously distinguished the mimetic voices of As I Lay Dying (i.e., those that create the illusion of personalized speech) from the textual voice of the novel (that element of the discourse that resists anthropomorphism and has the status of pure writing) in "'Voice' in Narrative Texts: The Example of As I Lay Dying," PMLA 94 (March 1979): 300-310. This line of analysis establishes the disembodiment of voice into writing and describes an irreconcilable fissure in the novel's discourse. Ross's categories explain the discrepancies between the language on the page and the characters' expressions they are supposed to represent. Likewise, Patrick O'Donnell subtly uncovers the "ambivalence of metaphor" in As I Lay Dying. He demonstrates that metaphors are "signs of the relationality of language conceived as a series of semantic shifts" (see O'Donnell, "Spectral Road," 63). O'Donnell demonstrates that language signifies through the slipping contact of signifier and signified, and that this conceptualization of metaphor informs the imagery describing the uncertain relation between surface and depth, inner and outer, embodiment and essence. figure and meaning, radical perspectivism and coherent narrative, and so on function to "express the essence of reality" by disguising "the factual facade of exteriority" (AT, 8) .
Faulkner concentrates the activities of disguise in his author surrogate Darl so that he can examine them critically. In so doing, Faulkner comes to distinguish one modernist aesthetic that is exhausted from another that will prove productive. Darl's reference to the "cubistic bug" identifies his 
Reintegration
The danger for all cultural products in an age of consumption is that they will be neutralized through commodification. Faulkner fought this battle strenuously. One thinks of his slamming "shut a door between me and all publishers' addresses and book lists" 34 in order to write at least one bookThe Sound and the Fury-that need not defer to consumer taste. On the other hand, Faulkner also understood that the market presented the only way the novelist could reach the readers who would confer literary immortality. He constantly wrote for film and short story markets because, in effect, they were financing his art fiction. Faulkner's engagements with the nascent culture industry in the United States bring him to the brink of being able to see a profound shift in the status of the work of art: As well as this description fits the elementary negotiations of consumer society by the Bundren family, it also describes the product of high cultural commodification, the modernist novel itself.
That As I Lay Dying is produced by the very processes it critiques may be seen in the traces of reification apparent in Faulkner's own comments about writing it. He referred to this novel as his tour de force and said that he could write it so exceptionally fast (six weeks, without changing a word-some exaggeration, but not much) because he knew every word before he began. Composed with the hum of the University of Mississippi's power station in the background, in the hours Faulkner worked on the night shift, As I Lay Dying takes on the sheen of a highly technical, even machinemade object.
Cash's graphophone quietly reminds us of the technologically reproduced, illusorily prosthetic qualities of novels themselves-mass-produced, mass-consumed goods that simulate life and speech, and that gratify us imaginatively when life is full of discontentment and loss. As the crisis of bereavement begins to move toward resolution, we might wonder whether the novel functions like the graphophone that eases Cash's odd hours, or like the bananas that console the novel's two disappointed shoppers. If As I Lay Dying wraps up its story of misery by reintegrating it into a tragicomic narrative of aesthetic virtuosity-if it is, again, like the graphophone, "all shut up as pretty as a picture" (241)-does it not fail in the modernist project of resisting and transmuting the forces of modernization and commodification?
Darl's impulse to integrate the complex and intractable realities of his world into abstract structures represents a danger in the modernist project. if there can ever be any excuse for sin, which it cant be" (187; ellipses in original). The breaking off of Moseley's sentence allows him to entertain genuine sympathy for Dewey Dell's plight and likely victimization. In gaps like these, we are invited to think about problems from conflicting standpoints, to evaluate the pressures silencing discourse, as well as those producing it.
The small snarls in the plot line also produce moments of reflective pause. An example occurs at the point the Bundrens enter Jefferson, when the stinking coffin overtakes several blacks on the road: "'Great God,' one says; 'what they got in that wagon?'" (212). Jewel "whirls" on the insulter but attacks the wrong person: "'Son of a bitches,' he says. As he does so he is abreast of the white man, who has paused. It is as though Jewel had gone blind for the moment, for it is the white man toward whom he whirls" (212). Darl jumps in to defuse the confrontation, but the moment spotlights the relation between racial and class strife. In Darl's judgment, Jewel would have to be "blind" to identify a white man as his adversary. Poor whites, especially hill farmers like the Bundrens, took their interests to be in direct competition with those of blacks. They consistently supported the otherwise progressive, but virulently racist, policies of politicians like James Vardaman, who was known as "The White Chief" for good reason. The irony of the moment involves its revelation of an authentic ground for conflict between whites. Jewel sulks that the white man has insulted them out of snobbery: "Thinks because he's a goddamn town fellow" (213). At moments like these, the novel makes us sort out the way racial conflict is an ideological construct that deflects potentially more productive class conflict in the South.
Perhaps the most potent sort of hesitation in the novel derives ultimately from Addie's death and from the numerous ways it disrupts the reproduction of everyday reality. Addie's more or less abrupt departure stops a lot of folks dead in their tracks. For all his cruelties and selfishness, the most touching victim may still be Anse. Addie's death makes Anse confront a dilemma. Repeatedly, narrators portray him as looking silently out over his land. The first time we see him meditating, Jewel has insisted that he decide about whether he wants his sons to haul one more load of lumber despite Addie's imminent death. Anse "gazes out across the land, rubbing his knees" (16). He is thinking about a real problem: the conflict between emotional and economic obligations. The summer of 1929 saw ruinous floods destroy cotton crops, whose value had fallen steadily throughout the decade.
The farmer's silent meditation on what is happening to farmland in the South possesses great poignancy when the social transformations of modernization are borne in mind. How many other times Anse and Darl are described as staring at their land! Here is Tull on Anse: "His eyes look like pieces of burnt-out cinder fixed in his face, looking out over the land" (27-28). Over and over, Darl broods "with his eyes full of the land" (32; see also 23 and 106). Dewey Dell might make fun of Anse's immobility, but there is a serious side to the image she offers: Anse "looks like right after the maul hits the steer and it no longer alive and dont yet know that it is dead" (55). The analogy echoes Addie's remark that Anse "did not know he was dead" (160). One wonders if farmers like the Bundrens could already feel that they were sociological corpses.
My analysis of the reflective and potentially critical modernism of As I Lay Dying would not be complete unless I observed that opportunities to think descend on the characters as a kind of enforced leisure. Tull, for example, accompanies Anse and the younger Bundrens across the sunken bridge through a torrent and finds himself looking back in amazement at his own farm: "When I looked back at my mule it was like he was one of these here spy-glasses and I could look at him standing there and see all the broad land and my house sweated outen it like it was the more the sweat, the broader the land; the more the sweat, the tighter the house because it would take a tight house for Cora" (125). This moment of almost perfect defamiliarization comes on the heels of Tull's crossing the river. A child has led him, "like he [Vardaman] was saying They wont nothing hurt you. Like he was saying about a fine place he knowed where Christmas come twice with Thanksgiving and lasts on through the winter and the spring and the summer, and if I just stayed with him I'd be all right too" (125). This is a very odd juxtaposition of perceptions-they quite nearly read like hallucinations. The logic joining them arises from the utopian content of Vardaman's drive toward town, that consumer paradise where everyone is made a child by wanting something better than he or she is entitled to, where every worker fantasizes about leaving the sweated-out land and sweated-out house on the other side of the river.
In these moments of reflection, we may begin to appreciate how Faulkner's modernist aesthetic reequips itself for his major novels of the thirties. Leaving idle metafiction, like Mosquitoes, behind, radically interrogating and finally exorcising the effete poeticism of Quentin Compson and Darl Bundren, Faulkner prepares for an experimentalism deeply implicated in the search for truth about the South in Light in August and Absalom, Absalom! The way for Faulkner's aesthetic to keep the dialectic between modernization and modernism critically charged is to resist with the force of decomposition the impulse toward reintegration and commodification. The objects furnished by mass culture mark the very discontent they would neutralize. When Vardaman sees the toy train in Jefferson again, he says, "It made my heart hurt" (199). We understand his pure longing here. Later, he experiences that same hurt when he sees the Gillespies' barn burning: "Then it went swirling, making the stars run backward without falling. It hurt my heart like the train did" (208). To make a book that refuses to
